course within an insider discourse, of educated Mexican and Mexican-American writers and readers who, in the process of exploring their own origins, have investigated Mexico's indigenous roots.
Of course Spanish itself operates in the text as a sign of insider status, particularly the bilingual Spanglish which, in the equivocal description of Castillo's poet-narrator, is spoken "with an outrageous accent splattered with Chicanismos, one could only assume was not done with some intention" (54). One of Cisneros's characters, Cleofilas, calls the mixture "Spanish pocked with English," the latent metaphor, perhaps inadvertently, evoking disfigurement and disease (55). Particularly given "English Only" mandates, the backlash against bilingual education, and the resistance of U.S. publishers to bilingual texts, U.S.-born Chicanos sometimes express ambivalence about this language, while border-crossing Mexican-born artists, notably the poet Alurista and writer and performance artist Guillermo Gomez-Pena, apparently have felt freer to sample in their work the hybrid offspring of Spanish and English.3
In a manner more subdued, given the pressure exerted by the audience of monolingual readers of English, the texts of Castillo, Cisneros, and other Chicano/Latino authors aesthetically and ideologically exploit the slippage of nonstandard dialects between error or deviation, and motivated or intentional differences arising from the historical and cultural distinctiveness of Spanglish, Tex-Mex, Inglenol, and Calo in relation to standard English as well as Castillian Spanish or standard Mexican Spanish. Like a joke or a Freudian slip of the tongue that reveals some unconscious truth, the linguistic "errors" of a character expose the repressed cultural conflict of the bilingual speaker: "But that's-how do you say it?-water under the damn? I can't ever get the sayings right even though I was born in this country. We didn't say shit like that in our house" (73).
From this ideologically contested space of linguistic difference, error, mutual incomprehension and antagonism, these bilingual authors have the potential to construct what might be regarded as a third language, accessible to those whose linguistic experience, combined with their formal education, has produced a new and emancipatory literacy. This new literacy, with its syncretic aesthetic, embraces elements excluded by the dominant standardized languages used in Mexico and the U.S. Thus, it frequently incorporates what, in standard dictionaries of English and Spanish, would be labeled as slang, argot, colloquialism, or nonstandard usage; or what is often excluded from dictionaries because it is generally excluded from written, as opposed to spoken, discourses. For Cisneros and others, such elements include nicknames, diminutives relegated to "baby talk," the speech of children, and other intimate or familiar speech, nonstandard codes of subordinated minority cultures, folk references, obscenities, curses, as well as onomatopoeia, such as "!zas!" and "rrrr, rrrr, rrrr" (45).
Signaling its intentionality in its exploration of the significance of linguistic codes, which both include and exclude, Cisneros's text incorporates obvious uses of cryptography, such as the poet's acrostic coding of the name of his beloved within the narrative text of "Tin Tan Tan"4; in "Little Miracles, Kept Promises"; the use of a code substituting numerals for letters, that disguises the homoerotic content of a message included among other prayers-in Spanish, English, and Spanglish-inscribed as ex votos in a Mexican-American Catholic church; or, less obviously, the coded usage of Hispanic names one might (or because of cultural silencing perhaps might not) find stitched into the AIDS quilt in "Remember the Alamo." In this last story, the juxtaposition of a gay night club with perhaps the most famous Texas tourist site constructs a metonymical association of icons memorializing the massacre of celebrated heroes of Texas history on the one hand, and, on the other hand, obscure individuals who have died of AIDS during the on-going epidemic of our own time. This juxtaposition further comments on the silencing of Mexicans in standard Texas histories as well as the silencing of linguistic and racial minorities in public discourses generated in the battle against the deadly virus.5
Cryptic encodings of names and secret messages in the literary text privilege the literate over the illiterate, since they have no oral equivalent outside of literate discourses. Yet other encodings, while included in a literary discourse, refer to the "experience of the other" (Freire and Macedo 12). This discourse of the other includes illiteracy and orality, superstition and folk culture, ignorance and resistance. The conflict and potential dialogue of usually antagonistic domains, to which Cisneros is acutely sensitive, influence her approach, as a poet and fiction writer, in addressing an audience of bilingual readers of Spanish and English, as well as monolingual English readers.
As a highly educated writer, Cisneros is aware of the dominant canon from which her work deliberately and self-consciously deviates. As a Chicana of working class background, she acknowledges and refers in her text to the linguistic and cultural practices of those usually excluded from dominant literate discourses. As "the daughter of a Mexican father" who gave her the language of tenderness ("quien me dio el lenguaje de la ternura") and "a Mexican-American mother" who "gave [her] the fierce language," Cisneros grew up exquisitely attuned to the vigor of ethnically inflected working class Names, especially nicknames, and intimate forms of address, often diminutives, which circulate in private, usually oral, discourses operate in a similar way as insider codes in her stories. It is left to the reader to know or infer that "Chavela" is a nickname for "Isabel," as "Chayo" is short for "Rosario," and "Chucha" for "Jesua"; or to fathom the subtle distinctions enunciated by "Patty," "la Patee," or "Patrrri-see-ah," as opposed to "Trish" (37). Cisneros delights in the fact that even underpants, calzones in standard Spanish, have a baby talk nickname, chones, a word that, for those who know the language, automatically signals the informality and intimacy of familiar speech (5). As in the stories titled "La Fabulosa: A Texas Operetta," "Los Boxers" and "Bien Pretty," the suggestive balancing of English and Spanish in the bilingual title of "My Tocaya" ("My Namesake") privileges the creative syncretism of the bilingual speaker's English-jangled Spanish and Spanish-entangled English, just as the signification of names and naming is privileged cultural discourse. While initially distancing herself from "Trish," the narrator considers her linguistic and cultural kinship with her tocaya reason enough to critique her behavior from a communal perspective.
Characters like Trish, the scandalous Carmen Berriozabal of "La Fabulosa," Rosario, Clemencia, and Cleofilas, all attempt to escape narrow constraints defining women's experience. They are the wayward and wandering ones, whose names are mentioned in gossip, tabloid headlines, and prayers. The risk of waywardness is indicated by the unidentified dead girl in "My Tocaya" (40). In contrast to Cisneros's first work of fiction, The House on Mango Street, which depicts a community of women restricted in their movements within the barrio, confined to interior spaces, and trapped in their domestic roles as daughters, wives, and mothers-with only the child narrator Esperanza (her name means Hope) escaping-Woman Hollering Creek offers stories of a variety of women trying various means of escape, through resistance to traditional female socialization, through sexual and economic independence, self-fashioning, and feminist activism, as well as through fantasy, prayer, magic, and art. Cisneros's most complex characters are those who, like adult Esperanzas, have left and returned to the barrio as artists. For them, art is a powerfully seductive way of "Making the world look at you from my eyes. And if that's not power, what is?" (75). In "Little Miracles, Kept Promises" and "La Fabulosa: A Texas Operetta," characters who speak from within the community look askance at others who shed their "namesake" status and intimacy when they call themselves "Hispanic" or "Spanish" (rather than "Latino," "Mexican," or "Chicana") for the sake of assimilation, upward mobility, or winning government grants.
The inclusiveness or exclusiveness of the name "Mexican" is explored in "Never Marry a Mexican"; and the candies hidden by the Chicana protagonist inside the possessions of another woman constitute another cryptic communication. Like the perplexing advice of the narrator's mother, which gives the story its title, the candy bears are an example of the ambiguous signification of coded, hidden, or double messages. Clemencia hides candy "gummy bears" in intimate places where they are sure to be found and interpreted as a message from a sexual rival by the "scary Dallas type" wife of the narrator's lover (79). Clemencia's act of sabotage, a parody of insemination and impregnation, in which the seemingly impregnable complacency of the wife is penetrated, indicates the narrator's possessiveness toward her rival's husband and child, as well as Clemencia's ambivalent desire to escape representations of woman as sexual object, passive reproductive vessel, and compliant consumer, in favor of an alternative, self-authored, and subversive inscription as desiring subject and productive cultural agent.
Paradoxically, Clemencia is most "Mexican" when she acts out her rage in private rituals that connect her to cultural figures symbolizing women's destructive aspect. A gummy bear is substituted for the "tiniest baby inside" of Megan's nesting Russian "wooden babushka dolls." Clemencia symbolically drowns "the baby" in a muddy creek, as if re-enacting La Llorona's infanticide (81-82). At an extratextual level, the gummy bear has an idiosyncratic symbolic resonance for Cisneros. According to the author, "an upside-down gummy bear" resembles "a Mexican statue of Coatlicue. As the meaning of childbearing gets gummed up when women's reproduction is defined and controlled within racist and patriarchal structures, a "gummy bear" candy signifies polyvalently, if not quite undecipherably. Clemencia subverts conventional social uses of candy as a means by which a (usually male) lover communicates affection to his beloved or as a gift given by a father to celebrate the birth of a daughter. Bearing a male child, being "white" and legally wed to Drew-and thus, by virtue of her birth, marriage, and reproductive labor, occupying a more secure class position-all make Megan an unforgivable enemy for the self-made woman Clemencia, whose refusal to marry signals both her rebellion and her search for autonomy as a woman unprotected by patriarchy, at the same time that it confirms her obedience as a daughter following her mother's counsel.
While on the surface it seems unequivocal, her mother's advice is actually cryptic, ambiguous, and certainly ironic, in part because "Mexican" frequently is used to refer not only to Mexican nationals but also to naturalized and native born U.S. citizens of Mexican descent. So it is uncertain who exactly are the "Mexicans" Clemencia's mother warned her against. Perhaps she meant only: Be sure not to marry a man like your father. Clemencia cannot forgive her mother for marrying an Anglo after her father's death. Her mother's advice might mean: Never marry a man born in Mexico. Clemencia herself is the offspring of a bourgeois Mexican father and a working class Mexican-American mother. In this story, "Mexican" operates chiefly as a sign of difference, whether it is a difference of nationality or national origin; of culture, language, or class; or even of gender, since (presumably) the "Mexicans" Clemencia is warned not to marry are all men. Yet the same term is also a sign of equivalence, since "Mexican" can be interpreted to include Clemencia and her mother, as well as the husband and father who was born in Mexico.
Then again, her mother's advice might mean: marry a man who is not of Mexican descent. Or more specifically: marry an Anglo, as the mother did when given a second chance. The erotically adventurous Clemencia behaves as if she had heard only the first two words of the admonition: never marry. Although she says she is "too romantic for marriage," she also prides herself on being something of a sexual outlaw, never a captive bride in the prison of marriage: have "Mexican" lovers, but refrain from marrying any of them (69). It is unlikely that is what her mother meant, but from a rebellious daughter's perspective, it is a plausible, if subversive, interpretation. The mother's advice to her daughter and her second marriage to an Anglo and Clemencia's own sexual independence, all point to a possible equation of "Mexican" with a set of culturally specific gender roles and rules, from which both mother and daughter, in different ways, seek to distance themselves.
When the U.S. born Clemencia considers her own sexual freedom and social mobility, the category "Mexican" excludes her, but expands to include any man of Latino heritage, particularly if he is working class. She dismisses from consideration the entire catalogue of Latino men. However, when it comes to her affair with a Texas yuppie, the meaning of "Mexican" suddenly doubles back to include Clemencia herself, thereby excluding her from the range of women suitable for marriage to Drew. She is blessed and cursed with fulfillment of her own rebellious wish: to be lover or mistress only, never a wife. As she contemplates her status as discarded lover in relation to Megan, her sexual rival, Clemencia imagines Drew explaining to his wife the trail of tell-tale gummy bears, with a fabrication about the superstitious Mexican house cleaner. Having believed that as an artist she was positioned outside of the hierarchical division of socioeconomic classes, or possibly moved upward through her relationship with Drew, Clemencia gets her comeuppance by finding herself his servant. At most, she can hold onto her relationship to Drew only through her role as his son's instructor, a role she vengefully subverts by seducing the boy, as she herself had been seduced as Drew's student.
While the author insists that Drew is Anglo-clearly he is Angloidentified-this reader sees nothing in the text that definitely fixes his ethnicity.8 Even Clemencia's statement, "I love it when you speak to me in any language," implying that Drew is not a native Spanish speaker, oddly echoes the narrator of "Eyes of Zapata," who says to Emiliano, "you spoke to us in our language" (106). While "Eyes of Zapata" is of necessity written in English, with a sprinkling of Spanish words evocative of the landscape and culture of Mexico, this statement reminds the reader that the text is not only the author's imaginative construction of the voice of Zapata's lover, but is also a translation of that imagined voice into a different language, since the narrator would actually address her lover, the Mexican revolutionary hero Emiliano Zapata, in Mexican Spanish. Ironically, her abandonment by her lover and isolation from her people, despite a common language and shared belief in the revolution, is echoed by the rejection and loneliness of the alienated Clemencia.
"Never Marry a Mexican" might be seen to reflect current debates concerning the proper naming of Mexican-Americans and other Latinos. Having largely jettisoned a prior designation as "Spanish" people, which seemed to signal a Eurocentric orientation while repressing indigenous Amerindian roots, the question remains whether U.S. Hispanics (a census category melding together people of diverse racial and national origins) desire to be counted as "white" people, and thus assimilable into the dominant culture of the U.S., as Linda Chavez counsels; or as a "brown" or "bronze" raza, and thus members of the global majority of "people of color," the identification preferred by many who designate themselves Chicanos or Latinos rather than Hispanics.9 At the least, the question of identity is a challenge for people whose culture resists Anglicization.
In addition to her portraits of the artist as a Chicana, Cisneros is concerned with representing the silenced and marginalized, including children, homosexuals, and working class and immigrant Chicanos and Mexicanos, whose stories have been untold or untranslated. Her particular focus on the silencing of women is signaled in the title story, "Woman Hollering Creek." The creek called "La Gritona" is reminiscent of popular folktales about "La Llorona," a nameless tragic woman who drowned herself and her children. The creek, the border, and the telenovelas define the mythic spaces given to Cleofilas in her fantasies of escape from a battering husband. " (71, 141) . Clemencia regards her work as a translator as "a form of prostitution," while Lupe insists on the untranslatability of certain Spanish terms, like la fulana, and prefers the sound of the word urracas to its English equivalent "grackles" (71, 150, 164).13 Each has faced a gabacha [nemesis]: the blonde whom Lupe calls "la otra" (inscribing the "white" woman as "the other"); and the "red-headed Barbie doll" who is the recipient of Clemencia's miniature Coatlicues (142, 79).
For both women, art is revenge, therapy, magic, affirmation, and power. Clemencia obsessively paints and repaints portraits of her pale-skinned lover to gain power over something she "drew." Lupe's encounter with Flavio inspires her to confront her blank canvas; to challenge restrictive gender codes and cultural inscriptions; to possess, and inscribe her desire upon, the body of her lover, a body already imprinted with tattooed names of other women. Lupe "rewrites" her relationship to Flavio, as "Bien Pretty" rewrites "Tin Tan Tan." She boldly repositions herself in relation to the folk, who are both inscribers and themselves inscribed. Both Lupe, the proud Chicana, and Clemencia, the confessed Malinchista, perform art as brujeria, or "Mexican voodoo" (81, 158). Their powers link them to the spellbinding sorcery of the narrator of "Eyes of Zapata," whose words "can charm" and "can kill," but who, nevertheless, is abandoned by her lover and the revolution (105). With their relative privilege and power offset by their gender and their marginal status in both Anglo and Hispanic cultures, Clemencia feels betrayed by "Cortez," Lupe by her "Prince Popo."
The implicit contradictions in the artist's appreciation of, and identification with, the folk culture of immigrants and working class Chicanos are demonstrated in these two stories; and the possible naivete of such a position is explored. Clemencia self-consciously notes her idealization and possible infantilization of barrio culture, which she may have associated with her own childhood before she took on her adult identity of cosmopolitan artist-intellectual": "The barrio looked cute in the daytime, like Sesame Street." She is aware that she has romanticized the barrio where there are "more signs in Spanish than in English" (72). As a painter, she cultivates an aesthetic appreciation for the popular culture and folk life of working class and immigrant Chicanos and learns, ambivalently and complexly, both to identify with and to dissociate herself from "Mexicans."
Lupe, the nomadic narrator of "Bien Pretty," an artist turned arts administrator, humorously contrasts her own meager possessions with the grand inventory of cultural and aesthetic artifacts that contributes to the Frida Kahlo-inspired decor of the house she sublets from a successful Chicana artist. As a tenant, surrounded by someone else's possessions, in a house strategically located "where the peasantry lives-but close enough to the royal mansions" of a historic district-she measures her own poverty, or rather, her bohemian rootlessness and marginality (139). Confronted by Flavio, who forces her to admit to herself, "I was not Mexican," she feels her own inauthenticity, or rather her cultural hybridity (152). Yet she is rich in self-confidence once she makes the commitment to her painting.
If 
